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are	 looking	 at	 their	 phone	 right	 now	 while	 this	 incredible	 sunset	 is	 happening,	 not	

































































































































































































































































































Probably	 all	 the	 typical	 things	 you’d	 think	 of	 anyway,	 but	 how	 to	 represent	 yourself	





































































The	state	has	put	a	 lot	of	effort	 into	creating	 ‘the	brand,’	 the	 identity	of	the	state.	 It’s	
healthy	outdoor	sports,	it’s	pastoral	scenery,	it’s	agriculture,	and	it’s	skiing.	So	since	the	
60s,	that’s	where	the	focus	has	gone	and	the	investment	has	gone	and	the	brand	of	the	








































































































































































































































































































































































The	 late	 eighteenth-century	 definition	 of	 the	 requisite	 musical	 skills	 of	 the	 musical	




order	 to	 prevent	 superficiality	 and	 to	 achieve	 the	marriage	 of	 the	 utilitarian	with	 the	
beautiful	 and	 realize	 the	 higher	 purposes	 inherent	 in	 the	 generalization	 of	 musical	
knowledge	 (beyond	 the	 "mere	 ear	 tickling	 play	 of	 pretty	 sounds"),	 a	 source	 book	 of	
modern	descriptive,	historical,	and	analytical	insight	was	indispensable.	Without	edifying	
reading	material	for	the	public,	music	might	remain	stigmatized	as	a	mere	craft	(Botstein,	
138-139).	
Those	social	rules	were	developed	during	exactly	the	time	period	which	Marx	discussed!	It	was	
not	until	composers	like	Mozart	and	Bach	were	long	dead	that	their	audiences	began	putting	
their	music	in	a	glass	case.	But	this	should	not	be	surprising;	the	music	which	was	once	enjoyed	
only	by	Europe’s	royalty	had	been	granted	the	same	elite	status	in	the	emerging	class	system	of	
the	West.	In	comparison,	modern	listening	habits	represent	a	fairly	anti-capitalist	form	of	music	
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consumption.	Fueled	by	the	free	exchange	of	information	and	listening	provided	by	the	
internet,	the	cold	intellectualization	of	“high	art”	has	thawed	out	into	an	open	forum	of	ideas	
and	creativity.		
	 Eric	and	Jim	may	not	be	explicitly	(or	even	secretly)	working	to	subvert	capitalism	via	
music.	Still,	their	work	and	similar	projects	have	given	listeners	the	tools	to	separate	the	music	
from	the	money.	If	organizations	like	Big	Heavy	World	allow	artists	to	make	their	music	without	
being	concerned	with	not	paying	their	rent,	programs	like	Spotify	allow	listeners	to	enjoy	their	
music	without	having	to	see	it	as	a	commodity.	Adorno	saw	the	lowered	costs	of	listening	to	
music	as	a	source	of	devaluation.	However,	the	fact	that	listeners	are	willing	to	pay	for	a	service	
which	already	gives	them	their	music	for	free	speaks	to	the	argument	that	listeners	do	value	
their	listening	experience.	Although	the	record	labels	suffered	a	blow	from	online	listening,	this	
new	vehicle	favors	the	consumption	of	music	over	the	price	and	it	is	forcing	the	music	industry	
to	reassess	its	relationship	to	capitalism.		
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Conclusion	
During	the	twentieth	century,	popular	music	in	the	West	became	increasingly	governed	
by	its	means	of	production.	The	infrastructure	of	music	recording	and	distribution	took	a	much	
more	central	role	as	mass	culture	developed	and	people	across	the	country	and	beyond	
nurtured	a	taste	for	similar	sounds.	The	music	market	for	genres	like	jazz	and	rock	grew	
exponentially	until	those	records	were	in	demand	across	the	globe.	Music	deserved	its	new	title	
as	an	“industry,”	as	more	and	more	people	found	employment	in	a	multibillion-dollar	
enterprise.		
Meanwhile,	capitalism	as	a	system	was	growing.	The	second	world	war	had	given	birth	
to	an	economic	boom,	and	the	United	States	was	one	of	the	largest	beneficiaries.	This	had	a	
large	impact	on	the	music	industry,	as	unprecedented	amounts	of	money	were	poured	into	the	
making	of	records.	However,	this	money	was	largely	centralized	with	a	select	group	of	record	
labels.	Bands	were	beholden	to	these	labels	for	the	equipment	and	know-how	necessary	to	
make	and	sell	an	album,	and	a	record	contract	could	easily	leave	a	band	with	hundreds	of	
thousands	of	dollars	in	debt.		
This	is	the	kind	of	capitalistic	imbalance	which	Marx	hated.	Within	the	music	industry,	
the	means	of	production	were	controlled	by	a	small	circle	of	businesses	which	were	concerned,	
as	businesses	are,	with	making	a	profit.	The	technology	required	to	record,	mix,	master,	
replicate,	advertise,	and	distribute	a	hit	album	was	incredibly	expensive,	and	revenue	from	the	
success	of	one	album	contributed	to	a	snowball-effect	in	which	one	hit	made	the	money	for	the	
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next.	As	a	result,	that	circle	of	businesses	shrank	until	the	end	of	the	twentieth	century	saw	the	
rise	of	the	“big	three:”	Universal,	Warner,	and	Sony.		
It	is	no	wonder	that	Adorno	saw	such	a	dark	future	in	music.	He	was	studied	in	Marx’s	
theories	of	capitalism	and	was	writing	during	what	might	be	considered	a	climax	of	excess	in	
music.	Albums	were	being	made	for	extraordinary	amounts	of	money	and	were	raking	in	even	
more	in	sales,	but	to	access	that	money,	artists	had	to	bend	over	backwards	for	the	label.	Since	
the	labels	were	concerned	with	what	would	sell,	and	since	they	had	the	financial	leverage	over	
their	artists,	they	were	able	to	influence	the	music	that	was	made	and	heard	in	order	to	follow	
market	trends.	The	same	can	be	said	of	radio	stations,	which	were	by	and	large	dictated	by	
what	the	public	wanted	(or	what	the	powerful	labels	decided).	In	a	market	dominated	by	
powerful	businesspeople,	it	makes	sense	that	creativity	and	artistry	might	sometimes	fall	by	the	
wayside.	
Adorno’s	thoughts	are,	at	least,	understandable	in	context.	He	was	right	that	art’s	anti-
utilitarian	values	may	come	into	danger	in	a	system	based	on	usefulness.	However,	over	the	
turn	of	the	twenty-first	century,	the	nature	of	the	music	industry	(indeed	the	nature	of	virtually	
every	industry)	shifted	dramatically.	Digital	methods	of	recording	music	introduced	novel	tools	
while	making	the	functions	of	the	old	ones	easier	and	more	efficient.	Distribution	changed,	too,	
since	a	music	file	could	be	reproduced	and	shared	an	infinite	number	of	times	without	losing	
any	quality.	Pro	Tools	quickly	replaced	analog	recording	systems,	iTunes	changed	the	way	
people	understood	an	“album”	and	a	“single,”	MySpace	and	other	social	networking	sites	
revolutionized	band	marketing,	and	online	streaming	made	broadcast	radio	nearly	obsolete.	
The	Digital	Era	was	more	than	a	collection	of	new	technologies;	it	was	a	new	paradigm.		
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Furthermore,	the	costs	of	recording,	marketing,	and	distribution	plummeted	during	this	
time.	The	programs	I	listed	above	and	their	variations	made	the	functionality	of	a	70s	recording	
studio	available	for	a	small	fraction	of	what	it	would	have	cost	using	tape	machines,	vinyl,	and	
record	shops.	A	home	recording	studio	was	now	a	feasible	option	for	many	artists,	and	the	
small	label	became	a	powerful	business	model.	In	terms	of	distribution	and	marketing,	the	
Internet	allowed	small	labels	and	individual	artists	to	represent	themselves	online	for	free	or	
for	very	little	money.	They	could	now	work	directly	with	online	music	stores	like	iTunes	or,	if	
they	chose,	they	could	deliver	their	music	directly	to	fans.		
To	go	back	to	the	phrases	of	Marx,	the	Digital	Era	moved	the	means	of	production	from	
the	economic	tanks	of	major	record	labels	to	the	garages	of	individual	artists.	In	many	ways,	
this	meant	the	market	has	moved	toward	a	purer	form	of	capitalism.	Rather	than	the	wealth	
being	controlled	by	a	select	few,	more	and	more	entrepreneurs	can	access	the	tools	for	
capitalistic	success.	Competition	has	grown	and	the	market	suppliers	are	now	informed	of	
trends	in	demand	much	more	directly	and	accurately.		
On	the	other	hand,	the	new	music	market	has	managed	to	distance	itself	from	
capitalism	in	drastic	directions.	The	Internet	introduced	new	challenges	for	record	labels	to	
make	money	from	their	product,	most	notably	peer-to-peer	file-sharing	programs	like	Napster.	
A	hundred	years	earlier,	music	had	been	transformed	into	a	commodity.	Now,	as	a	commodity,	
it	was	being	made	available	for	free	again.	Streaming	services	complicated	things	even	more,	
since	listening	functioned	like	ownership	but	listeners	never	actually	owned	the	files.		
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Thus,	music	has	developed	into	a	realm	of	capitalism	where	many	of	the	traditional	
rules	are	radically	transformed.	No	longer	does	a	product	get	sold	to	a	consumer	for	a	direct	
profit.	Now,	the	product	itself	is	accessible	regardless	of	payment.	There	is	a	nearly	infinite	
supply,	and	yet	the	industry	is	rich	with	alternative	systems	of	value.	Listeners	love	their	music	
for	the	emotional	content	and	experience.	They	pay	for	services	like	Spotify	just	to	remove	the	
advertisements	and	facilitate	seamless	listening.	Listeners	still	buy	albums	and	songs	online,	
often	with	the	justification	that	they	want	to	“support	the	artists.”	Indeed,	some	listeners	even	
contribute	to	platforms	like	Future	Fields’	when	the	music	is	completely	available	for	free.	They	
pay	for	concert	tickets	and	merchandise	and	participate	in	schemes	like	Sleepify.		
This	shift	in	the	market	has	meant	a	shift	in	the	experience	of	musicians.	Making	a	living	
by	playing	music	is	both	far	more	complicated	and	far	easier	than	it	was	before	the	Digital	Era.	
The	old	system	of	signing	a	record	contract,	releasing	an	album,	and	touring	to	promote	it	was	
relatively	straightforward	(at	least,	it	was	a	fairly	reusable	mold).	Now,	being	an	artist	requires	
finding	new	and	inventive	ways	to	make	money.	On	the	other	hand,	technological	leaps	have	
resulted	in	the	birth	of	do-it-yourself	artistry	and	smashed	a	glass	ceiling.	The	hierarchy	of	
power	has	shifted	in	the	last	two	decades.	Small	labels	and	even	individual	artists	can	now	
compete	with	the	major	labels	in	the	quality	of	their	production,	their	promotional	reach,	and	
their	distribution	capabilities.	The	system	is	still	decidedly	capitalistic,	but	the	masses	have	
taken	back	a	significant	amount	of	control	and	seem	to	be	holding	on	to	it.			
Even	at	the	level	of	truly	mass	culture	in	the	form	of	contemporary	hit	radio,	artistry	can	
exist	largely	independent	of	financial	influence.	Indeed,	although	the	major	record	labels	still	
employ	an	elite	group	of	writers	to	produce	much	of	pop	music,	the	genre	itself	was	originally	
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and	continues	to	be	as	much	a	mode	of	artistic	expression	as	any	other.	While	individual	writers	
and	artists	may	be	more	interested	in	selling	hits	than	others,	pop	as	a	genre	can	hold	as	much	
authenticity	as	jazz.	That	authenticity	simply	might	manifest	itself	in	new	ways.	Even	this	style	
of	music,	which	sits	at	the	heart	of	western	mass	culture,	provides	a	legitimate	creative	outlet	
for	many	musicians.	If	it	was	a	relationship	between	capitalism	and	music	which	Adorno	feared,	
we	might	reasonably	take	this	case	as	a	counterargument.	To	use	Timothy	Taylor’s	words,	
“Capitalism	is	people,	too”	(Taylor,	177).	
What	does	this	discussion	mean	for	the	professional	musician	today?	To	put	it	simply,	
the	split	between	artistry	and	financial	success	is	a	false	dichotomy	which	is	quickly	crumbling.	
For	many	decades,	western	systems	of	economics	left	the	resources	of	the	music	industry	
concentrated	with	a	select	group	which	used	their	wealth	as	leverage	over	the	people	making	
art.	There	was	friction	between	capitalism	and	art;	the	Frankfurt	school	was	right	to	wonder	
about	the	ramifications.	However,	despite	capitalism’s	strong	influence,	art	remained	an	
independent	world.	The	values	which	defined	it	prior	to	the	nineteenth	century	continued	to	
drive	it	through	the	twentieth	and	twenty-first.	Meanwhile,	the	wheels	of	capitalism	were	
churning	out	technological	advancements	to	increase	productivity	and	communication	in	other	
industries	worldwide.	When	these	advancements	reached	the	world	of	music,	the	values	which	
had	defined	music	all	along	used	the	tools	invented	by	capitalism	to	better	assert	themselves	
within	capitalism.	Today’s	musicians	need	not	fear	the	market,	and	their	careers	need	not	be	
dictated	by	Universal.	They	are	no	longer	the	pawns	of	the	industry.	They	are	now	truly	the	
players.			
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